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A CONVERSATION WITH 
ALEX NORTH 


by David Kraft 


David Kraft: Let's first talk about your 
most recent score, UNDER THE VOLCANO. 
Since the film takes place in Mexico, did 
you and director John Huston decide to 
use a lot of 'source music' to evoke the 
"feel' of Mexico? 


Alex North has always been among my 
favorite composers, so I eagerly looked 
forward to meeting him for this inter- 
view. I had heard that he was a shy, 
modest and soft-spoken gentleman. In 
fact Los Angeles Times critic Charles 


Champlin recently wrote that North is Alex North: I lived and studied in 
"reticent to a fault". Now that I've Mexico in the late 1930's, just at the 
met and talked with him I can report time this picture takes place, so I 

all of that is true, yet his lack of associate with that particular period and 
pretension and easy manner is refresh- lyfestyle (and I've been back to Mexico 
ing, especially for someone of such on several other occasions such as VIVA 
talent and experience. Mr. North ZAPATA with Elia Kazan to pick up some 
doesn't concern himself with filling authentic folk music.) I tend to use a 
his social calendar with parties and lot of folk music in my own style, but a 
meetings, which can perhaps partially lot of the actual 'source music', played 
explain why he hasn't written many 'live' at an outdoor festival in the film, 
Scores over the years (compared to never made it into the final dub of the 
many other film composers). After picture. They didn't use a lot of the 
all, in the film business 'contacts' 'source music' I had written. 

and meeting the 'right' people are : 

often necessary facts of life. Yet DK: How much dramatic underscore 
North'ücdultrisbeh"the Лева BYE did you write as opposed to music meant 
concerned that he isn't churning out to be used a 'source music'? 

four or five scores a year. AN: There was very little dramatic 

This year, however, North has underscore. I think the chief gratif- 
been rather busy with the film score ication I have out of this movie is 
to John Huston's UNDER THE VOLCANO having written a good, 'sparse' score -- 
plus composing music for the major perhaps 15 to 18 minutes. I adapted the 
Broadway revival of Arthur Miller's kind of folk music I know well into my 
DEATH OF A SALESMAN (starring own style. I feel that the music is not 
Dustin Hoffman) and a Los Angeles only authentic to its time and place, 
production of Miller's AMERICAN but also reflects the conflict between 
CLOCK. the characters. It's the kind of thing 

I did back in STREETCAR NAMED DESIRE, 

Although North has had health where Brando first encounters Vivian 
problems with cancer and arthritis in Leigh, where source music is emanating 
addition to an unfortunate auto from a nightclub (The Four Deuces) but 
accident in late 1983, he was bright also has an underlying sensual feel for 
and eager to answer my questions. when they first meet. 

The following interview was DK: Does the underscoring in 
conducted in late June, 1984, at VOLCANO have a Mexican flavor to it? 
North's beautiful Pacific Palisades 
home in the hills above Sunset AN: No, it is more of a romantic 
Boulevard overlooking the Pacific quality plus a troublesome internal 
О&ёйп Hs has lived there since quality to bring out the struggle Albert 
1970 with wife Anne-Marie (whom he Finney (who plays.a drunken foreign 
met in Germany in 1967 while scoring consul) is going through. The music is 
AFRICA for which She was the orches- sympathetic to his character, I could 
tra manager) and their 14-year-old identify with him. I think the main 
son Dylan. North has 2 grown title is one of my most exciting -- 
children by a previous marriage: pizzicato strings and a very sad, distant 
Steven, a film producer (who produced muted french horn playing rather solemnly. 
SHANKS, which his father scored) and "Ghostlike", as critic Arthur Knight put 
a daughter who lives in Scotland and it so well. I use it again during a long 
is a guitarist and songwriter. 4-minute end title. The body of the score 


Р.К is ten or twelve minutes. 
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DK: This is your third film with 
John Huston (MISFITS and WISE BLOOD prior 
to VOLCANO). How is he to work with? 


AN: Oh, he's marvelous. As opposed 
to the younger directors who tend to know 
everything about all aspects of film- 
making, John is an old pro, and I'm an old 
pro. He says to me, in a sense, "Alex, 

I know you've been around and know what 
you're doing. I trust your judgement and 
approach about what is right musically 
and what is wrong." The relationship is 
an ideal опе. 


DK: When were you brought in for 
this film, before or after the shooting? 
AN: Well, I read the Malcolm Lowry 


book of UNDER THE VOLCANO to get some 
general ideas. Sometimes one prhase in 
the book can give you an idea. But I 
really didn't start writing the score 
until the film was edited. 


DK: You haven't written many scores 
in recent years -- although the few you 
have done have been excellent. I know 
your goal isn't to crank out four or five 
scores. every year, but why don't you do 
more films? 


AN: I've been reluctant to take on 
many assignments I find to be distasteful, 
whether it be because of sex or violence. 
Throughout the late 70's and after 
DRAGONSLAYER I've turned down several 
pictures. I even complained about one 
Scene in DRAGONSLAYER I found too violent 
-- where the princess is being eaten by 
the dragon. I said to the filmmakers 


ALEX NORTH IN HIS BACKYARD AT HIS PACIFIC PALISADES HOME 





I told 
that he had 
such a good movie he didn't need that 


they should cut that scene out. 
Matthew Rubbins, the director, 


scene. But he felt he needed to give the 
audience what it wanted. I think that 
attitude only compounds the miserable 
Situation that exists. My 14-year-old son 
asked to see FRIDAY THE 13TH but I said, 


"No way". I turned down scoring a recent 
X-rated film. 
DK: | I know what film that one was 


BOLERO with Bo Derek. My brother 
Richard was music coordinator on that 
picture. Bo wanted a veteran composer 
like yourself. 


AN: Well, 
and diplomatic, 
scoring BOLERO. 


DK: Something I've always wondered 
about is whether you were regarded as a 
'groundbreaker' or even an 'upstart' when 
you started scoring films in the early 
1950's. After all, up to that time scores 
were all rather traditional orchestral 
music -- the kind of thing Max Steiner, 
Miklos Rozsa, Alfred Newman and Dimitri 
Tiomkin were doing at the time. Then you 
came on the scene and started using jazz 
elements, small orchestras, and tended to 
use music much more sparingly and not wall- 
to-wall. How did your peers at that time 
react to your scores? 


AN: I hadatough time here. It was 
a 'closed shop' and if it hadn't been for 
Elia Kazan who pushed for me to do STREET- 
CAR, I wouldn't be out here. You must 


I had to be very tactful 
but I had no interest in 
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remember I started in New York scoring 
many’ documentary films, had done a lot of 
ballet and theatre plus was in the Army 
for 4 years working myself up to a cap- 
tain, so I never came out to Hollywood to 
be a 'groundbreaker'. I only did what I 
became accustomed to doing all those ` 
years. I always preferred to work on 
projects involving personal conflicts as 
the theme and that reflected itself in 
the films I did. 


DK: But what was the reaction you 
got in your first years as a composer for 
films? 


AN: Well, 
for Ray Heindorf at Warner Brothers. 
was a marvelous, innate musician. He 
made me feel very much at home in Holly- 
wood, as opposed to other composers and 
studio music heads who felt I was some 
guy coming from some attic in New York 
suddenly doing major films. I did feel 
very much out of place. The only one 
besides Heindorf who befriended me was 
Hugo Friedhofer. 


I was lucky to first work 
He 


DK: Were you criticized by other 
composers? 
AN: They acked me why are you using 


only 8 or 10 musicians or a chamber style 
when we have 50 musicians under contract? 
I said I only need 2 guitars, or a flute, 
‘ог whatever. Wall-to-wall music, as you 
called it, doesn't pinpoint the contrib- 
ution music can make. I try to avoid 
using music under dialogue, for example, 
if the performance comes off in its own 
right. 


DK: Which younger composers do you 
admire? Are there any new Alex Norths 
coming into the scene? 


AN: I really 
see many new films 
names. I'd rather read a book. I 
recently saw FANNY AND ALEXANDER because 
it's a personalized film. 


DK: Do you get cable TV? I know a 
lot of composers keep up on movies by 
watching cable services like HBO or the 
Z channel here in Los Angeles. 


can't say. I don't 
and don't know the new 


AN: No, we can't get cable TV up 
here on the hill yet. I'm not anti- 
films, I just haven't kept up. 

DK: Are you aware of composers like 


Vangelis and Giorgio Moroder who use a 
lot of synthesized electronic music? 


AN: I know CHARIOTS OF FIRE. 
that on TV recently. As a sort of 
humanitarian thing I feel it's unfair to 
all the musicians here who get put out of 
a job by synthesizers. I try not to 
record out of Los Angeles in order to 
give our people here work. But film is a 
business, not art. As for CHARIOTS OF 
FIRE, I felt it was a superficial, auto- 
matic approach to scoring. It needed 
more depth. I've used synthesizers, but 
in combination with the rest of an orches- 
tra. I felt the one theme played when 
the runners were on the beach was effec- 
tive, but the scenes involving the 
relationship between the two runners 


I saw 


more profound and dramatic 
instruments were used. 


could be much 
if legitimate 


DK: Are 
like to score 
WILLARD, 
interest 


AN: I was offered a horror film not 
too long ago... I'd like to do something · 
dealing with the social aspects of the 
troublesome days we're going through. I'm 
very proud of having just done the revival 
of DEATH OF A SALESMAN with Dustin Hoffman 
now on Broadway. .I extended and re- 
orchestrated the music from the original 
production and re-recorded it here in Los 
Angeles. у 


DK: What exactly is the difference 
between your music for the original 1949 
production of SALESMAN and the current 
one? 


there any film genres you'd 
that you haven't? You did 
but would other horror movies 
you? 


AN: I scored the 
for 4 instruments -- 
and clarinet. The new director, Michael 
Rudman, called me and said he wanted me to 
write a march for the. new production. In 
order to do that, I needed a new combinat- 
ion of instruments -- trumpet, saxophone, 
oboe plus Ian Underwood and his magical 
synthesizer, which does fantastic things. 
But in the end they never used most of the 
march music that Rudman insisted be used. 
The original score was 22 minutes. (If 
over 24 minutes of music is used, then the 
unions get paid a higher scale.) I exten- 
ded a lot of themes that were very short. 
Thematically, things are the same, but I 
just used different instruments. However, 
when I saw the play on opening night I 
didn't hear most of the music. 


-iginal production 
trumpet, flute, cello 


I had a review by theatre critic 
Brooks Atkinson I'm very proud of about my 
original SALESMAN score. He says, "Alex 
North has composed a witch's chorus that 
is pithy, practical and terrifying. Give 


Mr. North a theme and he goes straight to 
the heart of it without any musical 
pretensions." 
those words. 
biography, 


I've tried to adhere to 
If I ever write an auto- 
I would start out with that. 





Another interesting thing, now that 
I'm thinking of it. My score for STREET- 
CAR was attacked at the time by the 
Legion of Decency as being "too sugges- 
tive" and "carnal". І had. to re-write 2 
sections of that score. Now that incident 
is in law books dealing with the First 
Amendment of the U.S. Constitution of 
right to free speech and expression. 


DK: What scenes did you have to re- 
score? 
AN: One scene was when Brando is at 


the bottom of the steps yelling, "Stella! 
Stella!" Т had originally written a 
sensuous piece with several saxophones, 
which I rewrote for strings and french 
horn. It wasn't àn obvious sex-jazz kind 
Of. things. 


DK: Do you get asked to score many 
TV mini-series? You did RICH MAN POOR 


MAN, which was one of the first. 
AN: I did RICH MAN under some bad 
circumstances. I was being treated for 


cancer at Stanford University of 7 or 8 
weeks. I did the first 2 shows, then 
found out I had to go for treatment. I 
rented a Fender Rhodes and during my 
radiation and chemotherapy I would write 
the music and ship it back to my orches- 
trator in L.A. and then they'd record it. 


But yes, I'd like to score more 
mini-series if the subject appeals to me. 
But I hear so many stories of how little 
time is given to composers... 


DK: You said you'don't know many of 
the younger composers, but which ones do 
you know on a personal level? 


AN: I see the two most successful 
composers socially quite a bit -- Jerry 
and Johnny. Goldsmith is coming here to 
dinner next Saturday and Johnny sees me 
as a "father figure". He asked me five 
years ago whether he should do the Boston 


Pops. They look up to me, and I admire 
their work. 
DK: Besides Goldsmith and Williams, 


whose music do you like? 


AN: I don't want to leave anyone 
out, but I respect Larry Rosenthal and 
Lenny Rosenman -- and Ernest Gold. There 
are many others... 

DK: Have you heard of James Horner? 

AN: I read an interview with him in 
the magazine you sent me, but I don't 
know his scores. I don't doubt that he's 


a talented guy. Harve Bennett (who 
produced RICH MAN POOR MAN) called me 
about doing STAR TREK III, but I didn't 
want to re-use music from the earlier 
films. 


DK: 


AN: I'm putting together something 
for André Previn, who's coming to the Los 
Angeles Philharmonic. I'm going over my 
score to CHILDREN'S HOUR which he might 
use. I'll re-write and re-work it. I 
might work with John Huston again. I 
just got a nice fan letter from Jackie 
Bisset, who liked the music I wrote for 
her character in UNDER THE VOLCANO. She 


What are you working on now? 


felt the music was "unpredictable"! 


DK: I assume you get a lot of letters 
from fans. What do they ask? 
AN: Yes, Т do, and my wife says I 


should get a secretary to help answer them, 
which I'd really like to do. They ask for 
pictures and autographs and since I did a 
lot of the old standards like STREETCAR 
which show up a lot on TV, they ask about 
them. I also like when they write that 
they got a certain feeling or warmth from 
my music. It's very flattering. It's one 
of the compensations of doing film music. 


DK: 
to score? 


AN: WHO'S AFRAID OF VIRGINIA WOOLF?, 
for a lot of reasons. I had to deal with 
first-time director Mike Nichols, who had 
me on the phone day and night. He kept 
saying things like, "Can't we score the 
film with Beethoven's Opus 132, or how 
about just using a bass fiddle," and things 
like that. It got to a point where I 
called music department head Ray Heindorf 
and told him although I liked Nichols 
personally, I couldn't handle all his 
ideas. Heindorf called Jack Warner, who 
in turn called me and said I could do what 
I felt was right. Poor Mike Nichols was 
barred from the recording sessions. Mike 
then got a tape of the main title from the 
editor, which he loved, and then asked me 
to forgive him for all the trouble he'd 
made. We've been friends since. 


DK: That was a great score. A more 
recent score of yours I loved was CARNY. 


AN: I enjoyed working with Robbie 
Robertson -- he really knows music and 
filmmaking. He gave me free reign, which 
was really unusual for a guy with his 
rock music background -- I'd go to his 
house, where he has 40 Gold Records on 
the wall... He cried when he heard the 
main title. I'm glad to hear you say you 
liked that score, David. It was a case of 
working with a guy who inspires you in- 
stead of being critical, as opposed to 
dragonslayer, where two-thirds of my score 
wasn't used in the final film! 


DK: Which logically leads to my next 
question: What happened on DRAGONSLAYER? 
First, tell me the story about how you got 
the job. 


AN: I heard this story from John 
Williams, who heard it from Steven Spiel- 
berg. It seems Spielberg was friends with 
Matthew Robbins and Hal Barwood, who made 
DRAGONSLAYER; they were deciding who to 
get to score the picture. As you know, 
Spielberg is a big film music buff. He 
played 3 records for Matthew and Hal, 
which he felt were good examples of the 
kind of music that would be good for the 
film. As it turned out, Hal really liked 
one, Matthew liked another, and Steven 
said he was partial to the third, but in 
any case Alex North had composed all 3, 
and he was the composer for the job. But, 
as it turned out, I can only be happy 
with the album of the score. 


DK: 


What was the most difficult film 


What happened? 


Ев = 


AN: Robbins seemed so overjoyed and 
excited with the score at the recording 
sessions. It was so dramatic in both 
sound and interpretation. I wrote a very 
lovely waltz for when the dragon first 
appears, with just a slight indication 
‘that this may not be a bad dragon. I 
didn't want to tip the audience off that 
this might be an ogre. That waltz would 
get.more and more distorted as the dragon 
kept appearing. Well, they cut out the 
whole waltz concept. They substituted 
other music I had written for another 
scene for when the dragon first appears. 
They chopped up a 4-minute cue to 30 
seconds, a three-minute cue became 20 
seconds... 


DK: 
these changes? 


AN: He was part of it, but that 
special effects group up in Northern 
California had a lot to do with it. 

Walter Murch and a couple of other people, 
I don't remember their names. 


DK: You have 14 Academy Award 
nominations. Which film do you wish you 
could have won the Oscar for? 


AN: Well, I most like my scores for 
CHILDREN'S HOUR, THE MISFITS and MEMBER 
OF THE WEDDING, but to answer your 
question, I have certain favorites like 
VIRGINIA WOOLF. However, I don't take 
full-page ads out in the trade papers. A 
lot of people seem to have to do that to 
win the awards. I seem to favor my 
scores for the smaller films I've done, 
as opposed to the 'biggies' like AGONY 
AND THE ECSTACY and CLEOPATRA. I liked 


Who was responsible for all 
Was it Robbins? 





ALEX NORTH WITH HIS AWARDS, 


SPARTACUS, because I identified with the 
underdog there. I had something to say 
personally in terms of good vs. evil. 
SHOES OF THE FISHERMAN had a good message 
too, that if the Catholic church is so 
concerned about the poor it should dis- 
tribute its own wealth. 


DK: Film music buffs like myself 
are keenly interested in the score you 
wrote for "2001: A SPACE ODYSSEY". I'm 
dying to know what that score is like. 
(Frank Cordell adapted Mendelssohn music 
for the score prior to North being brought 
in). 


AN: Kubrick had been working on the 
film for 4 years. І went over to England 
and he showed me the pciture, which at 
that point was temp-tracked with the 
classical music he finally ended up with. 
It's not unusual for a director to get 
used to hearing the temp-track and get 


accustomed to it. 


DK: So did Kubrick ask you to use 
the temp-track as a guideline for the 
kind of music he wanted, or did he tell 
you to go off and do what you wanted? 


AN: He told me to go off on my own. 
(But I find it's often advantageous to a 
composer to get an idea of what the 
director really wants from his temp-track.) 
I wrote a contemporary-scunding score. It 
was the most früstrating experience of my 
whole career. The music was on its own 
with no sound effects, an ideal situation 
for a composer. Kubrick was at the 
recording of the score at Denham in 
England and said he liked it and gave me 
some suggestions for a few minor changes 
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-- a few changes in percussion and such -- 
but he ended up using his original 
concept. 


DK: Where is your music now, do you 
have tapes? 
AN: Well, I have the scores of it, 


and have been reworking it, taking out 
the 'stuffing' and cutting it down for a 
symphony work. It was not written 
originally for a conventional symphonic 
combination. When the Boston Symphony 
did sequences from CLEOPATRA, I had to 
reduce it. It loses something. So what 
I'm doing with this "2001" thing is 
trying to get some approach to it where 
it will fit a conventional size 
orchestra. I'd like to submit it to André 
Previn for a performance. 


DK: What size orchestra did you 
write your "2001" score for? 
AN: About 110 players, with two 


organs and 8 percussion. 


DK: You say the'score was 'contem- 
porary' and mentioned to me earlier it 
wasn't anything like the John Williams- 
type symphonic 'space/science fiction' 
score... 


AN: No, it was more like DRAGON- 
SLAYER. Very dissonant and contemporary. 
DK: So, for example, how did you 


score the 'Dawn of Man' sequences with 
the apes, at the beginning of the film? 


AN: Mostly percussion and brass. 
Kubrick didn't use any score, as I recall, 
in the final version. I scored the whole 
opening. . 


DK: How did you score the long 
space station docking sequence, where 
Kubrick ended up using the 'Blue Danube' 
waltz? 


AN: Strange woodwinds for that, 
plus floating strings. It had a very 
strange quality. If I recall correctly, 
I also used a scherzo, a fast-moving 
dissonant piece with moments of purity 
and then clashes. I recorded music for 
the first half of the film, 40 or 45 
minutes. Then I didn't hear anything 
from Stanley until I went to the opening 
of the picture in New York, where I heard 
all the classical music instead of mine. 


DK: So other than being shocked, 
what did you do? Did Kubrick ever ex- 
plain what happened, or apologize to you? 


AN: 
had it. 
disappointments of my career. 
never apologized. 


DK: Do you have tapes of the music 
you recorded? 


AN: No, I wish I did. I've been 
trying to find out from MGM where. those 
tapes are. I suppose Stanley is the only 
one who has them. 


DK: You did music for over a dozen 
20th Century Fox movies. Were you ever 
under contract to them? 


AN: 


I thought this is the end, I've 
It was really one of the biggest 
Kubrick 


No, but Fox music head Alfred 





and 
probably due to him I worked there so 


Newman always respected my work, 


often. I resisted moving to L.A. perman- 
ently and still regret having moved here. 
I miss the stimulus of the East and the 
variety of exposure to film, dance, 
theatre and opera. 


DK: You've worked with some great 
directors in your career -- William 
Wyler, Tony Richardson, Daniel Mann and 
Martin Ritt several times, Raoul Walsh... 


AN: I worked with Walsh? What film 
was that? 


DK: A film called THE KING AND 4 
QUEENS in 1956... 


AN: I have to get this information 
from you, David. Who directed PONY 
SOLDIER? 

DK: Joseph Newman. But what I was 


getting at was what some of these 
directors were like to work with. For 
example, the infamous Otto Preminger for 
whom you did THE 13TH LETTER... 


AN: I only had one meeting with him. 
Thank God he didn't come to the recording 
sessions. .That was in the early 1950's 
and he didn't have a lot of say. 


DK: What about Richard Brooks? 
(BITE THE BULLET, 1975). 
AN: That was an exciting experience. 


Brooks won't allow a composer to attend 
the final dubbing, and the musicians 
couldn't look at the film during playback. 
He didn't want anyone to get an idea of 


what he was doing. (continued in SCQ/14) 
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Record Reviews 





THE RAZOR'S EDGE @ o 
Southern Cross 1009 (U. S. A.) 


Jack Nitzsche's film music career has 
consisted of such utter musical mediocrities as 
BLUE COLLAR, AN OFFICER AND A GENT- 
LEMAN and ONE FLEW OVER THE CUCKOO'S 
NEST. I'd long since written him off. There- 
fore, this beautiful and emotionally involving 
Score comes as something of à shock! 


Side A contains the symphonic underscore, 
while side B presents the period dance music 
and Indian motifs. The "Маш Title" and "End 
Credits" are dramatic, rather ornate themes, 
epic in character but befitting this tale of one 
man's quest for knowledge and inner peace. In 
between are quieter interludes like the affecting 
"Climbing the Stairs", with excellent accordion 
playing (not my favorite instrument), the all-too- 
brief "Night Picnic" with its shimmering strings 
and muted brass. It all works much better on 
disc than the film, where the music tended to 
overpower the story at times. 


A florid but pretty score that avoids the 
"muzak" taint. Sweeping yet tender, intimate 
but epic. Side B is rather routine and I don't 
think will be of interest to anyone. 


Wouldn't it be nice if some enterprising 
company recorded Alfred Newman's fine score 
for the 1946 version of the Maugham novel? 

-- Thom Santiago 


country Ө Ө 
Windham Hill 1039 (U.S.A.) 


I am not familiar with the work of Charles 
Gross, who wrote this moving score, but lam 
impressed with his soundtrack for COUNTRY 
(a far better film than the overrated, similar- 
themes PLACES IN THE HEART with its crummy 
John Kander music). It's a very spare work 
using few instruments and a small orchestra, 
but it speaks eloquently. It's a simple, un- 
cluttered work, but with a musical strength that 
parallels the strength of the picture's farmers. 


Windham Hill, a small Northern California 
based record company, apparently released the 
album because most of the musicians performing 
on the LP are Windham Hill contractees. Five 
of the cues are intimate solo piano pieces 
beautifully played by George Winston, who 
makes the piano sound like an orchestra. Other 
standout cuts: "Winter Mantra", a haunting and 
melodic violin and piano piece, punctuated by 


а percussive beat. ''Sunday'' is a wordless 
country ballad with some fine fiddle playing, and 
the uplifting "Epilogue and Hymn" which ends 
both film and album. 


A great movie. A great score. I hope this 
isn't a soundtrack one shot for Gross. 
-- Thom Santiago 


IMMORTALFILM MUSIC OF MIKLOS ROZSA 
Memoir MOIR 101 (Great Britain) 


As Christopher Palmer points out in his 
illuminating sleeve notes, new recordings and 
re-issues of Miklos Rozsa's inspired music 
continue to appear with unceasing regularity. 
How many of today's currently fashionable film 
composers will be similarly honored in years 
to come? Precious few, one imagines. Even 
if Rozsa has finally retired from film composing, 
new works for the concert hall fortunately 
continue to flow from his pen. 


This compilation album contains re-issue 
material from the three renowned Polydor 
albums of the mid 1970's. The selections 
being: YOUNG BESS, LUST FOR LIFE, LADY 
HAMILTON, THE ASPHALT JUNGLE, THE 
THIEF OF BAGHDAD, LYDIA, THE KILLERS, 
A TIME TO LOVE AND A TIME TO DIE and 
THE LOST WEEKEND. These excerpts amply 
convey the power and lyricism of his music 
and any Rozsa fan who does not possess the 
original LPs will find this album indispensable. 
LUST FOR LIFE, from the excellent film 
biography of Van Gogh, is perhaps the best of 
the selections containing some of Rozsa's 
finest work (presented in the form of a suite 
rather than a brief theme or two). 


Filmusic purists should perhaps note that 
all these Polydor selections were fairly exten- 
sively re-arranged by Rozsa from the original 
soundtrack versions, in order to make the 
music more satisfactory for listening purposes. 
The formidable sound quality of the originals 
has fortunately been retained in this thought- 
fully and attractively presented LP. 


-- Doug Raynes 
DUNE o * 
Polydor 823-770 (U.S. A.) 


When it was first announced that the pop 
group Toto would write the music for the science 
fiction extravaganza DUNE, I automatically 
assumed that it was a case of producers wanting 
a rockish soundtrack jammed with lots of pop 
songs, in order to have a record that would sell 
in the millions. 


Wrong! According to interviews given by 
Toto, the producers hinted that they wouldn't 
mind a few songs, but the group took their first 
scoring assignment seriously and you'll find no 
rock and roll songs on this album. True, some 
of the cues like ''Dune Desert Theme" have a 
mildly rockish feel, but the bulk of the score is 
classically composed and performed by the 
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Vienna symphony orchestra. The only obvious 
commercial cut is "Take My Hand", which is 
so out of place with the rest of the compositions 
that it must be intended for airplay. 


Refreshingly, Toto avoids the now cliché STAR 
WARS approach so prevalent in these sci-fi 
spectaculars. The music is a marriage of 

' symphonic and electronic styles that work very 
well together. Of interest: "Robot Fight", a 
ma rvelous cut with a repetitive anvil beat and 
percussion accompaniment; ''The Floating Fat 
Man", with its harpsichord gone made; ''First 
Attack" and "Big Ваше" are unusual action 
cues with a semi-dance beat and choral work. 
My favorite cut is "Paul Kills Feyd", with its 
hypnotic electronic rhythms. The score tends 
to be a bit heavy -handed at times but it works. 
I'd suggest viewing the film before purchasing 
the album, as this isn't to everyone's taste. | 

-- Thom Santiago 


ONCE UPON A TIME IN AMERICA Q o e 
Mercury 818 697 1 (France) 


Calling this score excellent is something 
of an understatement. The long-awaited sixth 
collaboration between Sergio Leone and Ennio 
Morricone has produced a marvelous score 
full of haunting, emotional music. It had to be 
something special: after all, in an interview 
Morricone says he actually started preparing 
the music for AMERICA soon after he had 
completed.the score to Leone's last film, A 
FISTFUL OF DYNAMITE, 14 years ago! 


In the movie the music works wonderfully, 
reflecting the emotions of the leading charac- 
ters and creating a feeling of time changing. 
There are some jazz cues which effectively 
recreate the musical sounds of America in the 
twenties. Apart from Morricone's own music, 
he has also arranged and inserted some 
traditional themes such as "Ата pola" and а 
very nice orchestral version of "Yesterday" by 
the Beatles (which unfortunately is not on the 
soundtrack album). 


The main theme that opens the album is a 
very moving, poignant piece. ''Poverty" isa 
haunting, slightly Godfatherish melody, taken 
over halfway through by a flute and then full 
orchestra. "Deborah's Theme", which also 
serves as the end title in the picture, is a slow, 
romantic composition with the superb voice of 


Edda dell'Orso. Here she does not come over 
quite as clearly as in ONCE UPON A TIME IN 
THE WEST, her voice sounds almost in the 
background with the orchestra in the foreground. 
"Childhood Memories" opens with the sound of 
Georghe Zamfir's stunning pan flute and then 
abruptly changes pace into an uptempo honky 
tonk piece. In ONCE UPON A TIME IN THE 
WEST, a harmonica was played by one of the 
leading characters (Charles Bronson) and got 
integrated into the sound track; the same 
happens with a pan flute in this film. 


ONCE UPON A TIME IN AMERICA re- 
establishes Morricone and Leone as one of the 
greatest composer/director partnerships, and 
the composer's undoubted genius shines through 
for all to see. -- David Anthony 


STARMAN o 
Varese Sarabande STV 81233 (U.S. A.) 


Jack Nitzsche's heavily synthesized score 
for STARMAN is a disappointment following 
on the heels of his lovely THE RAZOR'S EDGE. 
The film's director, John Ca rpenter, 
specializes in this type of score and does it 
better than Nitzsche does here. One can only 
assume time and deadlines made it inadvisable 
for Carpenter to write the music for this one. 
Too bad. 


Considering that STARMAN is more of a 
love story than a science fiction scare film, I 
wonder why a more romantic approach wasn't 
taken? True, there are many moments of 
tension and excitement, but the electronically 
tinged mood music for the Jeff Bridges - Karen 
Allen scenes just doesn't come off. 


On the positive side are "Define Love", 
which although synthesized is warmed by (what 
sounds like) electronically simulated voices, 
and "What's It Like Up There" which is further 
humanized by a harpsichord. There's а lovely 
rendition of "А11 You Have To Do Is Dream" 
sung by Allen and Bridges that is not even in 
the movie, but it's preferable to cues like the 
main theme which is a dirge-like march that is 
repeated much too often for something that 
wasn't appealing in the first place. Fortunately, 
the film is excellent and so absorbing you can 
push the background music right out of your 
mind with ease. -- Thom Santiago 


+ 
DREAMSCAPE @ @ 
Sonic Atmospheres 102 


In recent years Maurice Ja rre has dabbled 
with electronic instruments in his scoring: 
FIREFOX, YEAR OF LIVING DANGEROUSLY, 
COMING OUT OF THE ICE. The score for 
DREAMSCAPE makes the greatest use of elec- 
tronics so far, the only conventional instrument 
being a saxophone. Jarre to a certain extent 
has always used electronics. (In the 1950's he 
wrote concert pieces utilising the effects of 
musique concrète , and has always been a 
champion of the Ondes Martenot which features 
in many scores -- LAWRENCE OF ARABIA, 
THE MESSAGE and A PASSAGE TO INDIA. 


The instrumentation for DREAMSCAPE 
features keyboa rds, played by Craig Huxley and 
Michael Mention. Unlike a Vangelis-type score 
which is especially written for synthesizer, the 
music for this picture sounds more like an 
orchestral score performed by synthesizer and 
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therefore has an extra vitality and agression in 
places as it is not just content to be a monotonous 
underscore (''Escape" and "Labyrinth" stand 
out). In "Escape", Jarre achieves an almost 
.rock-like beat. 


The "Love Theme" is unremarkable, except 
for the sax solo by Da vid Angel. The heart of 
the score is the suspense and chase music, 
which although not being easy listening, is 
certainly worth repeated plays for the wealth оѓ’ 
fresh ideas and electronic effects. 


Sonic Atmospheres is a new label formed by | 
Craig Huxley, whose publicity blurb is rather 
pretentious ("Ап imaginative young record 
company attuned to the atmospherics of the 
80's. A successful concern to provide psychol- 
ogically mood enhancing, aural journeys... 
freshening sound environs bla bla bla..." 
However, their recordings and Direct Metal 
Mastered albums are superb quality, although 
the artwork and sleeve notes are poor. 


-- James Fitzpatrick 


2010 € 


A&M SP 5038 


Purely electronic scoring for films has 
never seemed to me to be very appropriate. 
There is something about synthesizers that 
prevent them from having the emotional effect 
produced when a good composer employs more 
traditional instruments like violins and flutes. 
David Shire inadvertently'reinforces this in his 
Score, for his synthesized music largely lacks 
a human, dramatic center. Yes, it frequently 
does add to the otherworldliness and mystery of 
the film, particularly in the low, repeated 
chords used when we see shots of huge, hulking 
Jupiter, and also in the cue "Probe", which 
builds somewhat compellingly through repetition, 
but there are few moments that actually involve 
us emotionally. As close as we can get is 
"Bowman", used whenever that transformed 
character pops up. It is appropriately ethereal 
and most of all, it has an air of benevolence, 
telling the viewer that Bowman has not become a 
harmful entity. Here, and in a few other places 
("Ea rth Fallout" and "Nova" -- which contains 
a weird sound like sheet metal rippling) the 
music is moderately effective, but overall does 
little except to reinforce the picture's futuristic 
gloss. It just isn't that interesting -- especially 
when separated from the visuals. 


Where Shire comes closer to hitting the 
mark is in his orchestral music. The "New 
Worlds" theme (nicely orchestrated by Herbert 
Spencer) that plays under Roy Scheider's closing 
narration creates a sense of giddy wonder and 
excitement that helps make the ending an inspir- 
ing experience. Shire's rousing, grandiose 
theme impresses upon us what а wonderful, 
totally revolutionary change has occurred in the 
solar system. Repeated in the End Title 
(following the obligatory "Also Sprach Za ra- 
thustra'",) it is truly a momentous occurrence 
-- the high point of the score that the rest of the 
music cannot come close to equalling. 


Steven Lehti 
















































THE RIVER ө @ € 


MCA 6138 (U.S. A.) 


It's nice to see John Williams scoring a 
film that has no spaceships, drooling aliens or 
sacrifice scenes where people get their hearts 
ripped out. Clearly he needed a change. Though 
MONSIGNOR didn't quite fit the bill, THE 
RIVER is a step in the correct direction. Like 
Williams! score, the film is not entirely 
successful, but it has many nice moments that 
are effective due to his music. For my money, 
the high points of the score are the "River" 
theme -- languid flute that works well with 
the visuals (Vilmos Zsigmond's lovely, shim- 
mering photography) of the river. This theme, 
along with the "Ancestral Home" melody, aid 
the movie by strengthening its pastoral frame- 
work. "Ancestral Home" reminds те of 
Williams' music for the Kansas farm scenes 
in SUPERMAN. As with those passages, the 
music is full-blown, noble and inspiring. Its 
conviction and dignity tell us much more about 
the hero's motivations than the script itself 
does. 


Williams! love theme is dark, sad and 
somewhst haunting, but still full of nobility 
and virtue (several times we tellingly hear it 
tied in with the pastoral "River" theme). 
Much brighter is the melody for the family 
itself. In fact, it seems entirely too bright 
and peppy, as though it might have been written 
for a bear-frolic scene in a WILDERNESS 
FAMILY movie. It does contain some nice 
writing for guitar, but the way it is often used 
seems contrary to the situation in the film -- 
I speak particularly of the dénouement, where 
everything seems bright and sunny for this 
struggling family, but the audience knows 
that they have won only a temporary victory 
in their fight to hold onto their farm. Not 
only will the villain who wants the farm win 
ultimately, we also know he is in the right. 

Of course, Williams here is supporting the 
tone that the director and screenwriter wish to 
set up. His less sunny themes, however, are 
more in keeping with the real situations in the 
picture. One other instance where the music 
seems inappropriate is the gloomy sequence 
near the beginning of the film, when the farm- 
house is flooding. 'The sprightly, cheerful 
music seems to be quite at odds with the 

scene it is underscoring. 


Overall, Williams! music makes for some 
very pleasant listening, especially for 
devotees of the pastoral score. Many of the 
scenes are superbly scored -- particularly 
THE RIVER's opening ("Ва in Clouds Gather") 
where we can see the son run home from 
fishing as rains begin, and the climax, where 
Williams movingly uses the "Ancestral Home" 
theme as men brought in to destroy the heroes' 
farm decide instead to work to save it. Also 
very strong is ""Ропу Ride", which joyfully 
combines with splendid photography to create 
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a touching scene of the farm family at play. The 
composer's themes prove to blend very well -- 
notice particularly "Fa mily Meeting" which 
contains effortless transitions between the 
family, river, ancestral home and love themes. 


Let's hope that Williams continues to score 
films like this -- ones that have a serious, 
dramatic center. As with certain portions of 
the E. T. score, this picture has spurred the 
composer's creativity. -- Steven J. Lehti 
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THE RIVER 8 8 © 


МСА 6138 (U.S.A.) 


John Williams' score to THE RIVER poses 
an interesting question when reviewing film 
music. Should a soundtrack album be judged 
as music, apart from its use in the movie? Or 
should its use in the context of the film be a 
determining factor when reviewing the disc? 


Оп disc, THE RIVER isa joy. It must 
have been а joy, too, for John Williams to 
compose after those excellent but bombastic 
STAR WARS and INDIANA JONES epics. As 
wonderful as those works are, they lack the 
warmth that Williams is capable of and it 
abounds in THE RIVER. It's a superb album 
from start to finish. You won't have to search 
for musical nuggets to appreciate, as is so 
often the case of soundtrack LPs. 


The opening band, ''The River", which 
plays over the movie's closing credits, sets 
the mood for what's to follow. A melodic but 
brief scherzo begins this cut and leads into a 
tuneful Americana theme played by piano 
accompanied by a large orchestra. Then, a 
poignant close with a trumpet solo followed by 
a gentle flute solo. Guitar is featured 
prominently in cuts like "Growing Up" and 
"Pony Ride" and along with trumpet and flute 
predominate in Williams' latest creation. The 
"Love Theme" 15 stronger than most love 
themes (usually too lush) and the trumpet and 
flute give it a melancholy flavor. My favorite 
cut is "Ancestral Home", ever so reminiscent 
of Williams' "Leaving Home" cue from 
SUPERMAN. The entire score seems to 
alternate between the sunny folk melodies 
similar to his work on THE REIVERS (not so 
coincidentally directed by RIVER's Mark 
Rydell) and the robust themes for the Kansas 
sequences in SUPERMAN. 


It's an interesting contrast to the simplicity. 
of Charles Gross' music for COUNTRY. Both 
composers create a genuine country palette, 
but Gross does it with a small band and John 
Williams uses broader strokes with a large 
orchestra. 


However, Williams' score is too pretty 
for the actual film and works against it in some 
ways. For example, the breezy motif that 
accompanies Mel Gibson and Sissy Spacek as 
they grab a few possessions before fleeing 
from their home to escape the approaching 
flood is inappropriate for the grim situation. 
After Mel Gibson is spat on by a striker, the 
next scene is accompanied by a jaunty melody 
that is quite jarring following the above 
incident. 


THE RIVER album gets three stars, but 
the film's score gets two. 


-- Thom Santiago 
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A Conversation with 


MAURICE JARRE - 


by James Fitzpatrick 


Q.: Are there any recent films that 
have been offered to you that you have 
turned down? 


Maurice Jarre: There were 2 films 
for TV, one was about Sadat, I was 
probably asked because of LAWRENCE OF 
ARABIA, and the other was. PRINCESS DAISY. 
I was very tempted to do DAISY as I liked 
the director, Warris Hussein, and had 
worked with him on another telefilm: 
COMING OUT OF THE ICE. That was a 
marvelous film which even the bad taste 
of the TV people could not destroy. 


'Q.: Have you ever been in the 
situation when you have been asked to 
score a film which has already been 
scored by another composer, but whose 
music has been rejected? For example, 
THE ONLY GAME IN TOWN had three composers 
-- first Alex North, then Johnny Mandel 
and finally yourself... 


MJ: Usually when it is a situation 
like that I would say no. I don't like 
being put in that kind of situation. 
Richard Lester asked me to do a very 
interesting film, ROBIN AND MARIAN. 
Michel Legrand had written the original 
Score in the form of a concerto. I could 
not understand Lester not liking Michel 
Legrand's score, as he had worked with 
him before and knew his style. Richard 
Lester was really nice, but I had to say 
no as I would only be given about two 
weeks in which to complete the score. I 
believe that if you hire a composer, you 
should be able to ask him to do anything, 
unless that composer is a real diva, a 
prima donna who will not let anyone touch 
or alter their music. 


Q.: Have you ever had any of your 
scores rejected? 


MJ: I've never had any rejected, 
apart from music for CHU AND THE PHILLY 
FLASH.. I knew the director, David Lowell 
Rich, and had worked with him on ENOLA 
GAY. He asked me as a favor to write the 
score, as I thought the film was really 
awful; I said I would write some light 
background music. Anyway, after record- 
ing the music everyone was happy with the 
Score. Then later on Alan Arkin and his 
wife (being co-producers) changed the 
Score, as they had not been consulted 
about using my score; David Lowell had 
been fired and was threatening to sue, so 
Pete Rugolo wrote another score which was 
used in the theatrical release. Still, I 
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presume that David must have won his case, 
because when shown on TV my score was re- 
instated. 


I had the same kind of problems in 
France in that if you are friends with the 
director and he makes a bad movie, it is 
very difficult to refuse to write the music 
because of that friendship. It happened 
even with John Frankenheimer when he made 
THE EXTRAORDINARY SEAMAN starring Faye 
Dunaway, Alan Alda, David Niven and Mickey 
Rooney -- a very good cast, but a dread- 
ful movie! 


Q.: ^ Have you composed any music for 
the concert hall since your ballet Notre- 
Dame de Paris in 1965? 


MJ: І wrote a little piano concerto 
for a friend in California when we toured 
Japan. It was a homage to Kurosawa. Again 
due to lack of time, this was the last 
concert hall piece, I wrote. Fortunately 
I manage to keep very busy and if I have 
an odd week or two off, I am usually too 
exhausted (not from the actual composing, 
but more from the pressure: of schedules) 
to write anything else. TOP SECRET was 
very tiring, for many reasons: because 
there were a lot of notes, much pressure 
and 3 directors to keep happy. After 
finishing a score, you suffer from a kind 
of jet-lag for a few days before getting 
back to normal. I get much.more tired 
spending all day writing than spending 2 
whole days conducting a 70-piece orchestra! 
Conducting is very exciting, I love it. 
It's so marvelous, the feeling you get from 
members of the orchestra. That's why I 
enjoyed so much the recent concerts I did 
in Rome: you have time to rehearse more 
than the actual written score. Then 
suddenly the music can take off rather 
than staying technical and clinical. For 
instance, the main title of VILLA RIDES! 
was played well on the record, but in 
concert when you know that the musicians 
trust you, everything can come together 
and take off - it's an incredible feeling. 


Q.: So you obviously feel that film 
music should be played much more often in 
the concert hall? 


MJ: Certainly. Even if with film 
muSic there is a good deal of padding, 
there is also a large amount of really 
great music which not only helps the film 
but is an entertaining piece of music in 
its own right. There are pieces of avant- 
garde music which are called serious music 
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From left to right: Christopher Palmer, Sir David Lean, Maurice 
Jarre and Richard Lewzey (engineer at CTS) 


tm 








and which maybe will only be 
heard once in concert and then 
never again. The film composer 
has to be far more disciplined: 
and flexible, because he has to 
satisfy directors, producers, 
etc., while remaining true to 
himself -- this is most inter- 
esting.# 


The recording sessions for 
PASSAGE TO INDIA took place at 
CTS studios, Wembley, over a 
5-week period starting from the 
first week of October. Although 
recording was over such a 
protracted period, in fact there 
were probably. no more than two 
complete days of recording per 
week, partly due (о availability 
of studio space, availability of 
the Royal Philharmonic Orchestra 
and mostly because during October 
the film was still in the edit- 
ing stages: so it was really a 
case of waiting for finished 
segments of film to become 
available before the music could 
be written and recorded. Many a 
time there would be a large group 
of copyists at the studios 
getting the actual notes down on 
manuscript for recording in the 
same day! 


David Lean was editing the film 
himself, but unlike his reput- 
ation for absolute perfection 
this time it was being done very 
quickly to have a completed film 
for American release in early 
December. David Lean was very 
good at describing the emotion 
and thrust of each scene and 
exactly what he wanted the music 
to do. Film is often described 
as a director's medium, vith the 
director being in total command. 
The most surprising thing about 
David Lean was that although in 
charge to a certain extent, he 
was also very mindful of not 
upsetting the producers by not 
wanting too much "weird" (Indian) 
music and being very careful of 
what music would play over the 
opening credits for the American 
Home Box Office. However, Lean 
is very open to ideas and with 
Maurice writing the score it 
becomes more of a collaboration 
and exchange of views - with 
David Lean having the final 
word. 


Jarre was obviously under a 
great deal of pressure, but as 
always with his wealth of ex- 
perience remained calm and 
totally professional. The Royal 
Philharmonic responded very well 
to his conducting,despite the 
long intervals and delays for 
alterations and sometimes 
complete re-scoring. Christopher 
Palmer was Maurice's assistant 
and showed great attention to 
detail while always aware of 

the overall ambience of each 
cue. (continued on page 18) 


TRADE MARKET 


WANTED: Venere Imperiale, Kali-Yug la Dea 
delle Vendetta, I Tabu, and other very rare 
Lavagnino soundtracks. 

FOR TRADE: Roots of Heaven, David Copper- 
field, Quo Vadis (10"), Spellbound/The Red 
House (10'), Destination Moon (10'), Moby 

Dick (LPM 1247), The Games, Dog of Flanders, 
Long John Silver, Andromeda Strain (hexag.), 
Yojimbo, Jean Renoir's The River, Doctor 
Faustus, Commandos/Storia di San Michele, Le 
Sorelle, Peau d'Ane, Boulevard du Rhum, Una 
Stagione all'Inferno, П Giudizio Universale, etc. 
Hiroaki Shimano, 7-10 Minamicho 2-chome, 


FOR TRADE: Hornet's Nest. 
WANTED: Breakheart Pass. 
Sijbold Tonkens, Achter de Muur 35-1, 


WANTED: Vivre la Nuit, Un Divorce Heureux, 
Comme la Lune, Folle 4 Tuer, La Piscine, A 
Doll's House, Les 7 Péchés du Monde, Nancy 
Astor, Sahara (single only, Red Bus RBUS 88). 
Does Cosma's "Tang" single exist, and what is 
the reference number? 

FOR TRADE: French and Dutch LPs and 45s, 
such as Keetje Tippel, De Vlaschaard, Raise 
the Titanic, Le Secret, The Games, Eva, 48 
Hours. 

John De Moor, Pastoor Soeteweystraat 1, 

2510 Mortsel, Belgium 


This is a free service available to subscribers 


(excluding dealers). Entries should be kept 
short. 


FOR SALE: Alfred the Great. 

Richard Sironval, 39 Rue Frangois Gérard, 
Peris A016.) France КН 50 Е... 
WANTED: Minnesota Clay, П Prezzo del 
Potere, I Malamondo, La Feccia, Man in the 
Wilderness, Viva Villa!, Rio Conchos (ep). 
FOR TRADE: La Prima Notte di Quiete, Una 
Rosa per Tutti, Fratello Sole Sorella Luna 
(orig. fold-out), Fraco e Ciccio sul Sentiero di 
Guerra, L'Avventura del Grande Nord, Dead- 
fall, Amore Mio, Mondo Candido. 

Andrea Busi, Via Nazario Sauro 8, 40121 


FOR TRADE or SALE: The Whisperers (stereo) 
WANTED: The Ghost and Mrs. Muir, Lost 
Command, Objective Burma / Rebecca, POO 

LP 104, Goldsmith 45's, Tony Thomas's 
"Music for the Movies", Rozsa bio., video 
cassette (VHS) interviews with Goldsmith, 
Williams, Bernstein, North, Conti. 

Bob Townson, 1 Nordic Ct., Whitby, Ontario, 
Canada LIN 5N2 


FOR TRADE: EP's and 45's: Companeros, La 
Femme du Prétre, 4 Mosche di Velluto Grigio, 
Mercenario, Le Doit d'Aimer, Signore Signori, 
Brancaleone alle Crociate. LPs: La Carica 
delle Papate, Il Corsaro Nero & others. 
WANTED: In Cold Blood, Domino Principle, 
Great Fantasy Film Music (Poo), Casino 
Royale. 

Christian Evers, Jerusalemsberg 5, 

2400 Lübeck, West-Germany 





(continued from page 17 ) 


It was 
review 


impossible to make an objective 

of the music from the recording 
stage, due to the very disjointed nature 
of the recording process, but the general 
impression of the music was of a very 
melodious score with moments of symphonic 
grandeur and touches of 1920's dance band 
music, plus some authentic Indian music 
without being overdone. 


The music vas scored for differing sizes 
of orchestra and instrumentation, with a 
large percussion section and soloing two 
Ondes Martenot, and Indian instruments 
played by Ram Narayan. 


The recording was in digital, 
by Richard Lewzey. 


engineered 


Maurice seemed pleased 
the performance of the 
Orchestra and promised to use the same 
orchestra when next in London, although 
the choice was very tough as all the 
orchestras were so good. 


with the score and 
Royal Philharmonic 


Maurice in fact insisted that the orchestra 
receive a credit on the opening titles. of 
the film. 


He was also very excited about the prospect 
of doing the forthcoming concert at the 
Barbican Centre on April l4th with the 
Royal Philharmonic, where he will conduct 
his own film music with the emphasis being 
on the David Lean films. 


Finally, there are plas to do a digital 
recording of the Maurice Jarre music for 
the three previous David Lean films. 


Interesting footnote:  Jarre just received 
the Golden Globe award for his score to A 
PASSAGE TO INDIA in Hollywood. 


information: Tickets for the 

go on sale at the beginning of 

Barbican Box Office credit card 
telephone 638 8891. Reservations 

telephone 628 8795. 


Booking 
concert 
March. 

booking: 
and enquiries: 
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Deadline! 


Our friend David James being somewhat delinquent in his 
duties (where is my cat o' nine tails?) I'm stepping in at the 
last second to write his column. And what better country 
to start with than the United States, where Elmer Bernstein 
is due to sign a contract with Va rese Sa rabande for a 
series of albums that will rival Charles Gerhardt's series. 
of LPs for RCA? The discs will contain many previously 
unrecorded scores, Bernstein's as well as other composers! 
Let's hope for at least one full side from Bernstein's own 
KINGS OF THE SUN, and suites from Goldsmith's TORA 
TORA TORA!, VON RYAN'S EXPRESS and other scores. 


In Great Britain, a new label called Cloud Nine Records is 
releasing Bernard Herrmann's complete score from 
MYSTERIOUS ISLAND, in mono, with a de luxe presentation. 
(And the price to go with it). 


In Japan, Casablanca's latest reissues on the Polystar label 
include PATTON and THE LONGEST DAY. How about IN 
LIKE FLINT, DEADFALL and other scarce LPs? In the 
same country, the Soundtrack Listener's Club will issue 
Sainton's MOBY DICK with the original artwork, and tenta- 
tive plans exist to reissue BUNNY LAKE IS MISSING, too. 


Forthcoming releases from Sergio Bassetti's Intermezzo 
label include ONE MILLION YEARS B.C. (Nascimbene) and 
FACCIA A FACCIA (Morricone). 


In West-Germany, Celine are going ahead with CARLOS, a 
western score by Ernst Brandner, and THE EXECUTION 
(starring Jason Robards and Hardy Krüger) by Hans-Ma rtin 
Majewski. Riz Ortolani's OLDSHATTERHAND is slated 

for April. And those who have missed the teleseries 
SECRET OF THE BLACK DRAGON (aka JENSEITS DER 
MORGENROTE, what else?), a Cossack drama in the TARAS 
BULBA mold, can now purchase Roland Baumgartner's fine 
soundtrack album to make up for it. 


In Spain, Alex North's THE BAD SEED proved to be just the 
first in a long series of reissues which preservesthe original 
artwork and guaranteesgood quality pressings &s well. By 
the time you read this, Williams! FITZWILLY will be 
available as well as Lavagnino's THE NAKED MAJA, and 
April will bring Barry's THE CHASE. 


Recent and current scoring assignments: THE BLACK 
CAULDRON (Elmer Bernstein, SYLVESTER and MICKI 
and MAUDE (Lee Holdridge), L'ETE PROCHAIN and CA 
N'ARRIVE QU'A MOI (Philippe Sa rde), PROTOCOL (Ba sil 
Poledouris, who has signed to do FLESH AND BLOOD too), 
THE ae (Maurice Jarre), HEAVEN HELP US (James 
Horner). и 


Georges Delerue will conduct some of his themes from 
François Truffaut's films at a Miami concert, and Maurice 
Jarre will appear April 14 at London's Ba rbican Centre 
(for more details, see page 18). 


And finally, here are the mostly inappropriate nominations 
for this year's César awards: L'Amour à Mort (Hans- 
Werner Henze), Rue Barbare (Bernard Lavilliers), Paroles 
et Musique (Michel Legrand) and Les Ca valiers de l'Orage 
(Michel Portal). 


Luc Van de Ven 
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If you spent $10 on a couple of 
paperbacks, would you mind if each 
book contained maybe 150 pages 
from a previously published novel, 
one that is already on your book- 
shelves? Of course you would. Yet 
that is what happens with most 
compilation albums: you get a rehash 
of previously recorded themes or 
suites, and if you're lucky a few 
melodies recorded for the first 
time, as a bonus. 

I find it hard to believe that some- 
one would sink a small fortune into 
putting out a double album with film 
music suites, without checking first 
with his potential market what it is 
that we want to hear. Yet this is 
precisely what has happened: Roy 
Budd has spent a sizeable amount of 
his own money to release previously 
recorded music suites, performed 
by a prestigious orchestra, put out 
by a prestigious label... music that 
has, to borrow a correspondent's 
phrase, been recorded 2,000 times 
already, with the exception of à 
short suite from SINBAD AND THE 
EYE OF THE TIGER. 

Although I admire Mr. Budd for 
launching such a venture, while othe 
well-known composers remain 
curiously indifferent and uninvolved 
in spite of the fact that they certainly 
ha ve the financial means to take a 
shot at it, I question his business 
sense. His investment would have 
afforded long suites from any 6 top- 
flight scores by major composers 
(including Mr. Budd). Instead, we 
have a product that will mostly fail 
to sell to the market it aims at: the 
hard-core collector as well as the 
impulse buyer. Asa rule, compil- 
ation albums don't sellall that well 
(ask any dealer!), and moreover 
many of the units that have been sold 
by a record company invariably end 
up in the sales bin at many record 
stores. 

This is not the first time that good 
intentions have been shipwrecked. 
For example, it also happened with 
RCA's 'Ciné-Music! series, which 
included a double album covering 20 
years of French film music that 
contained not only inferior work, but 
also a long suité by Duhamel that was 
already available on another LP 
released at the same time! 

It would be so easy for a record 
producer to get his research done 
for free by approaching one or more 
of the existing film music magazines; 
their membership, however sma ll, 
reflects what the majority of collec- 
tors want. And there, perhaps, is 
the rub: most 'zines' have a very 
limited readership in the eyes of a 
record producer, who thinks in 
terms of 20, 000 units (UNDER FIRE) 
or 30,000 units (SOPHIE'S CHOICE). 


- LVDV 








NEW RECORDINGS | 


A CHECKLIST OF FILM SOUNDTRACKS, RELEASED IN NOVEMBER '84/JANUARY '85 


UNITED KINGDOM 
Compiled by John Wright 


Top Secret Jarre That's Ent. TER 1090 

Immortal Film Music of Miklos Rozsa Rozsa & the RPO Memoir MOIR 101 
(Young Bess, Lust for Life, Lady Hamilton, Asphalt Jungle, Thief of Bagdad, Lost 
Weekend, Lydia, The Killers, A Time to Love & a Time to Die - all taken from the 3 
Polydor "Rozsa Conducts Rozsa" albums of the mid-1970's) 


The Hotel New Hampshire Offenbach, агг. /conducted by В. Leppard 
EMI EJ 2401691 

Gremlins Goldsmith, others Geffen GEF 54685 

The Killing Fields Oldfield Virgin V2328 

In the Pink Galway, Mancini RCA RL 85315 

Dune Toto Polydor 823770 1 


Music for Shakespearean Films: Hamlet, Henry V, Richard Ш Dig. EMI EL2701181 
Walton (cond. Groves & В. Liverpool Orch.) 
Gangsters & Good Guys (sound track dialogue and music from 16 Hollywood classic movies: 


Casablanca, Maltese Falcon, Public Enemy, Big Sleep, etc) RCA PL 70566 
Amadeus (2 LPs) Mozart London LONDP6 
The Fantasy Album (2 LPs) Budd cond. the LSO BBC REF 547 


(Raiders of the Lost Ark, Temple of Doom, Superman, E.T., Supergirl, Stat Trek suite, 
Sinbad and the Eye of the Tiger, Alien, Star Wars Trilogy, Dr. Who) 

Mike Post (conducts themes from Footloose, A-Team, Terms of Endearment, Against all 
Odds, St. Elsewhere, etc) RCA PL 85183 


FRANCE & BELGIUM 
Compiled by Jean Pecqueriaux 


Musique des Films de Marguérite Duras: India Song (9 cuts), Baxter, Vera Baxter (1 cut), 
Des Journées Entiéres dans les Arbres (2 cuts) 
d'Alessio Chant du Monde LDX74818 
Musique pour les Films: Rue Cases Négres, Le Mur, Invitation au Voyage, Malevil, Le 
Divorcement, La Trace, Hanna K., Fantastica, L'Ombre Rouge, Ca Va са Vient 
Yared, Piovani, Portal, Furey, etc 
RCA Saravah SHL 1106 


MX Joyeuses Paques Sarde RCA Milan MS 250 

45 Joyeuses Paques Sa rde RCA Milan § 250 
Ave Maria Arriagada WEA Gen. Music 803 070 
Gremlins Goldsmith, others CBS Geffen 54685 


La Saison de Musique de Films: Сагсоп, Vivement Dimanche, Un Amour en Allema gne, 
Le Léopard, Benvenuta, La Scarlatine, Le Choix de Sophie, Frances, Et Vogue le Navire, 
Un Amour de Swann, Tricheurs, Les Princes RCA Milan A 211 
Sarde, Delerue, Legrand Bolling, others 
Les Musiques de Film de Bernard Herrmann (boxed set with 3 LPs): Psycho - A Narrative 
for Orchestra, Marnie (suite), North by Northwest, Vertigo (suite), The Trouble with Harry 
(suite), Journey to the Center of the Earth (7 cuts), The Seventh Voyage of Sinbad (3 cuts), 
The Day the Earth Stood Still (7 cuts), Fahrenheit 451 (5 cuts), Mysterious island (5 cuts), 
Jason and the Argonauts (4 Site, The 3 World of Gulliver (13 cuts) 
CPF Barclay Decca 414296 1 
L'Histoire sans Fin (The Never- "Ending Story) Moroder, Doldinger Pathé EMI 1A064240222 1 


45 L'Arbaléte Revaux Ariola 106475 

45 Des Grives aux Loups (TV) Franklin Pathé Marc. EMI 1728717 

45 Les 3 Mousquetaires (TV) Debout, De Angelis Carrére RAG Na rcisse 
X4 13 309 
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. L'Année des Meduses Wisniak, 4 songs CBS 70259 


Cal Knopfler Vertigo 822769 1 

Quilombo Gil WEA 251632 1 

Un Amour Interdit Ba calov WEA Gen. Music 803071 

Morricone: Les Musiques des Films de Pasolini WEA Gen. Music 803 072 

Par ou t'Es Rentré, on t'a pas Vu Sortir Silvestri Polydor 825141 1 

Slapstick of another Kind Legrand, Stevens SPI Milan AG A MIL 203 

Réveillon chez Bob Magne, others Carrére WTT 66 222 

Comment Draguer tous les Mecs Morel, Héron Pathé M. EMI Magical 
Ring 2004417 

La Téte dans le Sac Cosma Carrére 13 369 


Festival de la Musique de Films Fantastiques: Vidéodrome, The Evil Dead, De Lift, The 
Hunger, Friday the 13th, Forbidden Zone, Liquid Sky, Brainstorm, Creepshow, Twilight 


Zone - The Movie, The Black Spider various RCA Milan A 263 
La Vengeance du Serpent А Plumes Polnareff RCA ENUF BL 70473 
La 7éme Cible р Созта Саггёге 66 220 
Paroles et Musique Legrand WEA 240578 1 
L'Amour en Héritage (Mistral's Da ughter) Cosma Carrére 66 180 
J'ai Rencontré le Реге Noël Laf WEA 743 206 
Un Eté d'Enfer | Valéry WEA Franceval 743003 
Un Eté d'Enfer Valéry WEA Franceval 741001 
Dune Toto Polydor 823770 1 
Cotton Club (mostly period pieces, only 2 cuts by John Barry) CBS Geffen GEF 70260 
Bolero (fold-out cover) P. & E. Bernstein RCA Milan A 266 
Cháteauvallon (TV) Cosma Carrére 66 229 
Kaos Piovani RCA KR 002 
The Killing Fields Oldfield Virgin 70301 


ITALY 


Compiled by Andrea Busi 
and Ezio Reali 


Dagobert G. & M. De Angelis Triple Time Music ZBT 7385 
I Ragazzi della Valle Misteriosa (TV) Cipriani Triple Time M. ZBT 7388 
Maciste nelle Miniere di Re Saolomone / La Rivolta delle Gladiatrici (fold-out cover) 
De Masi .Beat CR 13 

Kaos . Piovani Triple Time M. ZPLT 34221 
Une Scandalo Perbene Ortolani Cinevox MDF 33 165 
Fuoco Incrociato Cipriani Cinevox MDF 33 166 
Cotton Club Barry, others Geffen GEF 70260 
Pianoforte G. & M. De Angelis Triple Time M. ZBT 7386 
Vediamoci Chiaro Barbato RCA PB 6746 
Invito al Viaggio N. Scott Delta DEL 7014 
Ogro Morricone Phoenix PHCAM 06 
Romolo e Remo (Duel of the Titans) Piccioni Phoenix PHCAM 04 
La Monaca di Monza / Un Bellissimo Novembre 

у Morricone Intermezzo INGM 001 
Django Ва calov Intermezzo INGM 002 


I Lunghi Giorni della Vendetta (Trovajoli) / 
Sartana (Se Incontri Sartana, Prega per la Tua Morte (Piccioni) Intermezzo INGM 003 
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SPAIN 
Compiled by Joan Padol 


Indiana Jones y el Templo Maldito Williams Polydor 821 592 1 169 
La Historia Interminable (The Never-Ending Story) EMI 064 240222 1 

Moroder, Doldinger ‹ . 
Un, Dos, Tres, Splash! Holdridge Hispavox Cherry Lane 60160 247 

pr The Bad Seed North RCA Victor NL 45953 . 

Gremlins Goldsmith, others Epic Geffen GEF 54685 
Los Cazafantasmas (Ghostbusters) Bernstein, vocals Ariola Arista AL I 2064497 
Greystoke, la Leyenda de Tarzan, Rey de los Monos 

Scott WEA 925 120 1 
Conan el Destructor Poledouris WEA.MCA 251 450 1 
Erase una Vez en America Morricone Phonogram Mercury 819 697 1 
The Karate Kid Conti, vocals Fonofram Casabl. 822 213 1 
Cal Knopfler Fonogram Vertigo 822769 1 
The Killing Fields Oldfield Virgin T 206707 


JAPAN 


Compiled by Naoki Yoshijima 


Gremlins Goldsmith, others Geffen 23AP 2961 
В Alien Goldsmith Ca sablanca 25SA 261 
В The Sand Pebbles Goldsmith Casablanca 25SA 263 
В Cinderella Liberty - Williams Casablanca 25SA 264 
В Midnight Express Moroder Casablanca 25SA 265 
В Damien - Omen II Goldsmith Ca sablanca 25SA 266 
В Our Man Flint Goldsmith Ca sablanca 25SA 267 
Dune Toto Polydor 28MM 0416 
Spartan X Morrison Victor VIP 28093 
Anna Pavlova ` Dogas Victor VIP 28092 
Great Works of John Williams (14 non-soundtrack themes from 13 films, performed by The 
Film Studio Orchestra Victor VIP: 7330 
Godzilla (1985 version) Koroku Star Child K28G 7226 
Godzilla Legend III: Dialogue of the Infantians (newly arranged themes by Makoto Inoue from 
the 13 Godzilla films, with a poster) Ifukube, Sato, Koseki, Koroku А 
Star Child K28G 7225 
Seishunzankoku Monogatari Tanimura, Kimori Casablanca 28P 79 
Daima jin (themes from the 3 films, including nrration) 
Ifukube Alty AS20 15 
Umiyonemure (Midway, Sleep in Peace) Riddle, Kuwahara Columbia AF 7318 
(4 themes by Nelson Riddle and 11 themes by Kuwahara, plus a vocal by Monica Mancini) 
Moment of Truth (aka The Karate Kid) Conti, vocals Casablanca 28SA 274 
Fort Sa ganne Sa rde 7 Seas K28P 4139 
45 Fort Saganne Sarde 7 Seas KO7S 9021 
45 Gremlins Goldsmith Geffen 07SP 856 
Metropolis (special long version, taken from the Maxi "Metropolis" 
Moroder CBS Sony 12AP 2914 
Hissatsushikirinin Nakamura, Miki Star Child K22G 7230 
Taiyo ni Hoero! (Bark at the Sun) / Asia Tokusotai (To Protect and To Serve) (contains 
6 re-recorded themes from Bark at the Sun) Ohno Polydor 25MX 3117 
mx Tni Hoero! (contains 4 themes, newly recorded) Ohno Polydor 12MX 1194 
45 Moment of Truth (aka The Karate Kid) Conti, vocal Scotti Bros. ТҮ 0078 
45 Spartan X Morrison Victor UIPX 1787 


The following recordings contain music only from Japanese cartoon features and TV programs: 


Heavy Metal "L. Gaim", vol. #3 Wa КаКи за Star Child K25G 7223 
Heavy Metal "L. Gaim" / Odyssey 2 (new recording) 

Wakakusa Star Child K25G 7229 
Panzer World "Galient", vol. #2 Fuyuki W.B. K 10029 
Two Hawks, vol. #1 Hisashi Canyon C25G 0362 
Super Time Space Century "Orguss" (newly arranged themes) 

Haneda Animex ANL 1036 
Ashitatenkininare Umegaki Victor JBX 25055 
Galatt Kids, vol. #1 Sa saji Victor JBX 25057 
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Majokko "Мерв" Watanabe Animex CX 7191 


Famous Detective "Holmes" Haneda Animex ANL 1037 
Getter Robot Kikuchi Animex CX 7188 
Shin-Kyojin no Hishi (including dialogue) Wa tanabe Animex CX 7192 
Ga tchaman Sugiyama Animex CX 7185 
Hahaotazunete Sa nzenri (Ma rco) Sa kata .  Animex CX 7190 
Wonderful Koala Koroku Ca nyon C25G 0367 
Star Battler "Bismarck", vol. #1 Tozuka Star Child K25G 7228 
Hokutonoken Aoki Canyon C25G 0363 
Mechadog, vol. #2 Takahashi Animex CX 7203 
Mask Rider Kikuchi Animex CX 7198 
Once upon a Time in America (includes ''Cockeye's Song", 'Childhood', 'G. Zamfir') 
Morricone Mercury 7PP 153 
Once upon a Time in America (includes "Amapola" part 1 & 2) 
Morricone Mercury 7PP 147 
Once upon a Time in America Morricone . Mercury 7PP 154 
Compiled by Manfred Froschmayer 
Gremlins Goldsmith, others CBS 54685 
Patrick Pacard (TV) Bruhn EMI 1539 971 
Jen seits der Morgenróte (TV) Baumgartner Teldec 6 28083 
Der Wüstenplanet (Dune) Toto Polydor 8237701 
2010 - Das Jahr in dem Wir Kontakt Aufnehmen 
Shire A&M 5038 
Cotton Club Barry, others CBS 70260 
Schreiendes La nd (The Killing Fields) Oldfield Ariola 206 497 
Mama Mia - nur Keine Panik Promo Polydor 8251681 
Der Sonnen Entgegen (TV) Siegel Polydor 8254 221 
Compiled by David P. James 
Supergirl Goldsmith Varese STV 81231 
Music for Television: Snow Goose, etc Da vis DRG 704 
Mistral's Daughter (TV) Cosma Carrére SZ 39902 
Phar Lap Rowland Varese STV 81230 
2010 Shire A&M SP 5038 
Starman Nitz sche Varese STV 81233 
Tre Donne/Uccidete il Vitello Grasso é Arrostitelo 
Morricone Cerberus CEM SP 0117 
The Razor's Edge Nitz sche Southern Cross SCRS 1009 
A Sunday in the Country /The Pirate Sarde, Faure Varese STV 81227 
Dune Toto, Eno Polydor 823 770 1 
The river у Williams MCA 6138 
Country Gross Windham Hill WH 1039 
Cal Knopfler Mercury 822 769 1 M 1 
British Music for Film & TV var.(cond.: Marcus Dods) 
DRG 703 
City Heat Niehaus Warners 25219 
Cotton Club Barry, Ellington Geffen GHS 24062 
A Passage to India Jarre Ca pitol SV 12389 
Death of a Salesman (2 LPs with dialogue, and music by Alex North - orig. cast) 
MCA2 4182 
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L'Association Georges Delerue, 
9, Rue Victor Hugo, F - 92400 Courbevoie, France 


The first issue of the Delerue Appreciation Society has been worth waiting for: apart from an 
introduction by the composer himself, there's an interview that covers mostly new ground, 

some well-reproduced photocopies showing Ennio Morricone, Georges Delerue and Michel 
Legrand during the rehearsals at the Salle Pleyel before their concert took place last September, 
and a short conversation with the fellow who organized the Paris event. Too many fanzines are 
dull -- this is one exception I've read with a great deal of pleasure. (Printed in French). 


Filmmmusik, 
c/o Rectar, Leibnitzstr. 35A, D - 1000 Berlin 12, West-Germa ny 


The only surviving German film music fanzine has made tremendous progress, both in design 
and in content. Issue #12 features a conversation with Hans-Martin Majewski, short pieces on 
Franz Waxman and Lalo Schifrin, and record reviews that tell it like it is without pulling any 
punches (which is rare in fandom, and indeed in publishing -- if record companies tend to 
send you promotional copies for review, you can hardly hit them in the chops with a negative 
critique. (Printed in German). 


G. Roger Hammonds needs no introduction: he is the fellow who has been pointing out missing 
entries in our film/discographies over the years. He has now put his extensive knowledge to 
excellent use in two books of his own, Recorded Music for the Western Film (1983) and Recorded 


Music for the Science Fiction, Fantasy and Horror Film (1982). 


Now that the boot is on the other foot, it is tempting to look for missing titles and point an 
accusing finger in triumph, yet the author's research concerning American, Italian and Ja panese 
recordings cannot be faulted. Oddly enough, he is less at home as far as French soundtracks 
are concerned. The Westerns volume, which has been divided into sections dealing with 
traditional westerns, southerns, television westerns, continental westerns and modern westerns, 
lacks entries for such French fare as LES INDIENS (1964), scored by A. Migiani (RCA 86066, 4 
bands conducted by the composer; Philips 434 935 BE, 5 bands conducted by Migiani; and Pathé 
Marconi EGF 752, 4 bands conducted by Frank Pourcel); LE GOUT DE LA VIOLENCE (1960) by 
André Hossein (Fontana 460 783, 6 bands); UNE CORDE UN COLT (1968) by the same composer 
(CGD FGS 5054 in Italy, but also recorded in France), with a title song by Scott Walker; DANS 
LA POUSSIERE DU SOLEIL (1972) by Francis Га! (UA UEP 6002, 4 bands), or the documentary 
I DIECI DEL TEXAS (1969) scored by Daniel White (Vogue EPL 8175, 8 bands). Asa matter of 
interest, the EP from CAT BALLOU (Barclay 70 934M, 4 bands) contains music and songs from 
the French-dubbed version of that film; the British pressing of SHALAKO (Philips SBL 7867) has 
a cover far superior to the US one; and the original ISHI album by Maurice Jarre was reissued 

a short while later with Dennis Weaver being credited on the front cover. 


Iam less familiar with science fiction and fantasy, let alone horror movies. This volume has 
the same Achilles! heel, with unlisted French recordings such as STARCRASH (again, a superior 
cover to the Italian and German pressings), and unlisted films like ASTERIX LE GAULOIS (Vogue 
EPL 8596, 8 bands conducted by composer Gérard Calvi), not to mention various animated 
features with subsequent records containing the 'complete story, music and dialogue'. Inciden- 
tally, TARZOON was a Belgian/American coproduction, but the French single (EMI C004 14222) 
is the only correct version on the market, since the tracks have been inadvertently transposed 
on the Italian single -- ''Tarzoon's March', which was used to such wonderful effect in the wacky 
movie, has been retitled "Bug Blues" on the Italian 45, and vice versa. 


These are, of course, only a handful of titles in comparison with the many hundreds of correct 
entries in both books. Like a member of the jury presiding at a dancing contest, I'd offer two 
ratings: 9.5 for completeness, and 9.9 for accuracy. Both volumes are available from the 
publisher, S. T. A. R., P.O.Box 7, Quarryville, PA 17566, USA. 


-- Luc Van de Ven 





are ries 


© Looking for top rare original Italian Soundtrack albums and EPs, 
such as "ADIOS GRINGO" (Ghiglia), "VENERE IMPERIALE" (Lavagnino) 
"QUANDO L'UOMO SCOMPARE"(Nasoimbene), "QUANDO LE DONNE AVEVANO 
LA CODA"(Morricone), "CORRI UOMO CORRI"(Nioolai), "ESCALATION" 
(Morricone), "MACISTE L'ERÓE PIU' GRANDE DEL MONDO"(De Masi), 
"20.000 LEGHE SOTTO I MARI"(Morricone), "KALI YUG LA DEA DELLA 
VENDETTA" (Lavagnino), "BUFFALO BILL L'EROE DEL FAR WEST" (Rusti 
chelli), "COMMANDOS"(Nasoimbene), and many many others, all in 
mint conditions? 


Looking for medium rare deleted original Italian Soundtrack albums 
and EPs? 


Looking for Limited Editions (Phoenix, Cometa, New Point, eto)and 
non-commercial albums (RCA SP 8000, Ariete, CAM Pre, eto)? 


Looking for any new Italian release and in-print record? 


PUT YOURSELF IN TOUCH WITH US, AND YOU'LL FIND... 


X Exhaustive informations & а free large catalogue 

Kind and careful assistance 

.X Special care devoted to single item searches and to Want-lists 
*%Quick and accurate service, and... 


X...last but not least, prices really lower than you oan suppose 


INTERMEZZO is going to issue reoords from the most sought after 
Soundtrack scores, never released before; noon we'll release LP 


albums from "LA MONACA DI MONZA / DRAMMI GOTICI"(Morrioone), "I 


LUNGHI GIORNI DELLA VENDETTA"( Trova 401. "DJANGO" ( Bacalov),''0- 
. NE MILLION YEARS B.C.'"(Nasoimbene), "FACCIA A FACCIA / IL MER- 
CENARIO" (Morricone), and many others ther informations on 


the next issues of this Magazine. 
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